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9The Farce of the Frame
Both argument and joke, this series of works offers a critical inspection of 
the world. Characters trace their steps through the scene of each painting, 
questioning their place within the appearance of things. The central character 
is the artist-as-critic. Through this character, with his looming magnifying lens, 
we are implicated as readers of the faux world—an absurdist play intoxicated 
with scribbled lines, decorative patterns, and conflated histories—as we embark 
on a quest for an understanding of human existence. Emptied of any emotional 
concerns, the characters investigate the world they live in, searching for any 
indication of hope or a reason for living.
Abstract
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water-soluble crayon and oil on canvas, 78 x 72 inches
Wednesday, 12:19AM, 2017
water-soluble crayon and oil on canvas, 
32 x 40 inches
West End, 2017
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References:
My paintings are essentially based on my imagination, combined with images 
and ideas from films and from direct observation. I’ve recently been watching 
a lot of film noir, for example The Maltese Falcon, Key Largo, and The Long 
Goodbye. I reference their use of lighting and the ambiguity of plot: the story 
is woven together, a web of stand-ins and fakeouts. In a lot of these films, 
Humphrey Bogart plays some sort of detective, essentially the same character 
in different narratives, and this really resonates with my work. I primarily
watch films about a mystery. A mystery doesn’t necessarily need to be based 
around a murder or some sort of crime. Crime makes the idea of a mystery 
more accessible, so a lot of the plays that I read and the movies I watch have a 
literal crime written into the plot. However, that plot-line can also act as a foil for 
speaking to the human condition, and this is integral to my work.
 Lately I’ve been reading plays by authors like Samuel Beckett, Eugene 
Ionesco, and David Mamet, and thinking about how they are structured. The 
writing is very descriptive, visualizing how the characters are placed within the 
set and how they are interacting. Mamet’s short play Edmond consists of 23 
scenes. Each scene ranges from half a page to seven pages long, limiting the 
interaction of the characters to a mere snapshot. The main character, Edmond, 
is the only consistent character in each scene, and at most there are two other 
characters on stage. This is parallel to my work, where limitation heightens the
psychology of the interaction. The painting is a moment rather a scene.
  I am also interested in the Theater of the Absurd, a movement that 
originated in the post-World War II era in Paris, and was primarily dominated by 
European fiction writers and playwrights. The “Absurd” or “New Theater” worked 
primarily out of small avant-garde theaters in Paris. It is closely associated 
with Existentialism, with the term “absurdism” coined by the philosopher/author 
Albert Camus. The Theater of the Absurd uses conventional dramatic form 
to portray the futility of human struggle in a senseless world. My own absurd 
theater entails the casting of characters through the use of surreal symbols. 
They live in a bizarre but recognizable world, an outrageous combination 
that would not be seen in our own lived world. Within these pseudo-realities, 
there is no sense of time or of how crazy the world actually is. Short plays by 
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Tom Stoppard, Samuel Beckett, Jean Genet, and Eugene Ionesco helped me 
consider the type of worlds I can create as a painter. Academic and Dramatist 
Martin Esslin, in his 1965 book Absurd Drama, writes,
“Why should the emphasis in drama have shifted away from traditional 
forms towards images which, complex and suggestive as they may be, must 
necessarily lack the final clarity of definition, the neat resolutions we have been 
used to expect? Clearly because the playwrights concerned no longer believe in 
the possibility of such neatness of resolution. They are indeed chiefly concerned 
with expressing a sense of wonder, of incomprehension, and at times of 
despair, at the lack of cohesion and meaning that they find in the world. If they 
could believe in 4 clearly defined motivations, acceptable solutions, settlements 
of conflict in tidily tied up endings, these dramatists would certainly not eschew 
them. But, quite obviously, they have no faith in the existence of so rational and 
well ordered a universe. The ‘well-made play’ can thus be seen as conditioned 
by clear and comforting beliefs, a stable scale of values, an ethical system in full 
working condition. The system of values, the world-view behind the well-made 
play may be a religious one or a political one; it may be an implicit belief in the 
goodness and perfectibility of men (as in Shaw or Ibsen) or it may be a mere 
unthinking acceptance of the moral and political status quo (as in most drawing-
room comedy). But whatever it is, the basis of the well-made play is the implicit 
assumption that the world does make sense, that reality is solid and secure, 
all outlines clear, all ends apparent. The plays that we have classed under the 
label of the Theatre of the Absurd, on the other hand, express a sense of shock 
at the absence, the loss of any such clear and well-defined systems of beliefs or 
values.” 1
 This quote explains how I want my paintings to function as they take 
on more challenging subjects and material. Through the use of humor, the 
viewer is made to feel comfortable rather than intimidated when looking at 
these canvases. In Absurdist fiction, characters are almost always portrayed 
as stereotypical, archetypal, or flat types. In my own paintings I embrace the 
idea of the flat character in a very literal sense: the character in the painting 
is flattened into the picture plane, almost stuck in the surface of the painting. 
1 Esslin, Martin. “Introduction to “Absurd 
Drama” (Penguin Books, 1965).” Absurd 
Drama. http://www.samuel-beckett.net/
AbsurdEsslin.html (accessed March 10, 2017).
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At the same time, characters are usually floating, lost in an incomprehensible 
universe in which they abandon any sort of rational device, discursive thought, 
or notion of science or logic. These ideas are terminated. The characters will 
have to face the chaos of the world.
  I also make references from observation—whether this is direct 
observation of life in Providence or of the world of the Internet. I look for things 
that are uncanny, out of place— like a bright pink, New England liquor store 
with teal arches called “Tropical Liquors.” The reference material for the figures 
come from images of police officers breaking up riots or protests, stripped of 
their uniform and re-contextualized in a new environment. Other characters 
and elements have come purely from my mind. They are fragments of myself, 
fractured composites of memory and imagination.
Waiting for Dawn, 2017water-soluble crayon and oil on canvas, 48 x 40 inches 
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water-soluble crayon and oil on canvas, 30 x 24 inches 
The Sweet Spot, 2017
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oil and oil pastel on canvas, 22 x 20 inches
The Accused, 2017

Faux World, 2016 oil pastel and oil on linen, 96 x 78 inches
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The Faux World:
I’m interested in the patterning and the artificial, like faux-marble, wood 
paneling, and so on. The faux patterning in my works plays with this idea 
of repetition: of forms, symbols, lines, and marks. The fakeness of a scene, 
the bizarreness of the scene, is necessitated by the narrative. It connects 
everything for me to the theater of the absurd, and how the genuinely artificial 
scenario can represent a much larger concept. I use paint and color as a 
decorator does, in order to sometimes subvert and other times complement the 
narrative. The faux patterning in my paintings is symbolic of the lies that are fed 
to us on a regular basis. They intoxicate the painting just like they do our daily 
lives. These patterns, whether they are the colorful bricks that lay down our 
foundations, or a room tiled floor to ceiling, are reminiscent of the chaotic and 
claustrophobic world we live in.
 The characters in my paintings are always searching for answers or 
clues. However, they never get anywhere, always hitting a dead end or a fork 
in the road. The figures are bone-dry; they don’t feel pain because they don’t 
feel anything. No desire, no love, automatic and numb It is parallel to how I feel 
navigating contemporary American society. We are fed aspirational American 
culture, but it is an empty promise of an empty life.
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Assistance, 2017
water-soluble crayon and oil on canvas, 20 x 18 inches
 oil on linen, 24 x 36 inches 
The Dance, 2017
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Breaking Point, 2017
 oil on canvas , 78 x 72 inches
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Distortion:
Distortion plays a huge role in my work. My figures are in conversation with 
those in political cartooning, distorted caricatures of public figures that reveal 
their underlying or overt flaws. To twist, to elongate, and to cram the figures into 
the frame of the canvas is my intention. I don’t look at the picture frame as a 
window into another world: the paintings are objects and I want the characters 
to engage with the picture-plane as an object any way that they can. I want 
them to feel the weight of the frame they are in. it relates to the human struggle 
in the world we live in today, a direct metaphor for all the responsibilities and the
weight of those responsibilities on your shoulders. Here, distortion pulls from 
political cartoons to emphasize the critic’s position as a false authority, so that 
the characters can be capable of addressing any combination of larger issues.
 The trio Kukryniksy, which is a composite of three artists’ names—
Porfirii Nikitich Krylov, Mikhail Vasil’evich Kupriianov and Nikolai Aleksandrovich 
Sokolov—is a prime example of this distortion through cartooning. The trio 
met at art school in Russia in the 1920s and rose to fame for their continuous 
attacks on Adolf Hitler, Benito Mussolini, Heinrich Himmler, Joseph Goebbels, 
and Francisco Franco during the rise of fascism during the 1930s, while drawing 
for a satirical newspaper in Moscow (example Fig.3). Through playful distortion, 
these artists make it easier for the audience to access dense critical material of 
the world that they were living in—something I take into account when distortion 
is such a rooted device in my own work.
ink, acrylic, pastel and charcoal on paper, 60 x 50 inches The Call, 2017

Night Watch, 2017
oil on canvas, 64 x 84 inches 
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Paint/Formal:
I am very material-forward when it comes to the formal qualities of painting. I 
get joy out of engaging with a large-scale painting. It is physical and engulfing, 
I become part of it. Whereas a small painting engages you psychologically (you 
can see the whole picture at the same time), in a big painting, you can only 
see sections as you work. It’s not until you step back that you can see it as one 
image.
 My drawing practice informs my painting practice and vice versa. 
There are times when I commit my entire studio day just to drawing. Before I 
expanded my painting materials beyond oil paint, I began experimenting with 
multi-media drawings on paper. This shift in materials came from using an air-
brush, and using gel medium to alternate layers of pastel and pigment. This has 
since expanded even further, using colored-pencils, crayons, oil sticks, markers, 
ink, acrylic, graphite, and watercolor. I translated the translucency of markers 
and airbrush into the use of stains and thin paint in works on canvas or linen. 
I now pay attention to the transparent qualities of certain paints that I hadn’t 
really considered before, like Indian yellow, quinacridone, phthalo blue, and 
sap green. I’ve finally bridged the gap between my drawing language and my 
painting language, not just in the material qualities but in the markmaking.
Painting is not different than drawing, it’s just a different material and another 
way of making a mark. Washes, dry-brush, visceral marks, juicy paint—it 
all operates differently, but drawing unifies these disparate languages in my 
practice.
 Stretching the canvas is a meditative act. Depending on the scale and 
ratio of thecanvas, stretching the canvas allows me to start thinking about what I 
want to make. Once the canvas is stretched, I apply three to five layers of gesso 
because it stiffens the canvas, while retaining a bounce. Next, I apply three 
layers of light molding paste that are wet sanded between each layer. I use 
the light molding paste as a ground because it achieves a paperlike, spongey 
texture that is very absorbent. It allows for staining, while still allowing for wiping 
away. I begin each painting a little differently, sometimes drawing first with a 
light colored-pencil to map out certain areas, other times going in with archival 
pigment markers. When I start with a water-soluble material, when the oil stain 
hits the first layer it kind of melts—whereas the marker is able to show through 
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and retain both an immediacy and a permanency. Painting is a corrective 
activity, where I react to each layer and each material.
 Once I have a general idea of my base palette, either from a drawing 
on paper or from the first layer of the painting, I often end up pre-planning or 
pre-mixing for hours before continuing. Painting is similar to alchemy, where 
you can adjust paint through mediums to be juicy, viscous, dry, waxy, sharp, or 
blocky. I use the cloth as an eraser, and the palette knife as a mark-making tool. 
Starting a painting is always the most exciting part, because it becomes a new 
thing that you haven’t seen before: in the beginning, you’re the creator. As the 
painting develops, things become much more difficult. Reconciling the painting 
slows it down. One move may dictate the next three moves, but the fourth move 
may wipe it all away, for better or for worse. It is a game of chance, a series 
of reactions, until parts of the painting begin to speak to one another. There 
is a buzz when different languages butt heads, like the encounter between 
two positives, but at a certain point they harmonize as you move through the 
painting. Every painting goes through a sort of puberty; it needs time to mature. 
It looks good in the beginning stages, but the longer you sit with it, the more you 
see its wrong turns: where surfaces could have been built up, where that one 
line just is a little off. I know a painting is done when I look for excuses to put 
paint on the canvas.
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oil on linen, 14 x 11 inches
In the Shrubs, 2017
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Moment of Contemplation, 2017
water-soluble crayon and oil on canvas, 50 x 46 inches
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oil on canvas, 50 x 44 inches
Wrong Move, 2017
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Narrative and the History of Painting:
“Maybe then you begin to believe the brush, what it does. If you can only see 
what the brush is doing rather than what your mind is doing, you might see 
more. That’s a good beginning.” 2
 A lot of times within painting, a painter can get too caught up with what 
they’re trying to make and become blind to what they’re actually painting. I feel 
that sometimes we can become so overwhelmed with what is on our mind and 
trying to stay so aware of the content in our work that we begin to forget about 
what we are actually looking at—which is paint. Guston describes the process 
of submitting to the guidance of the painting as the “third hand.” Milton Resnick 
also subscribes to this idea, describing his relationship to painting as one of
waiting on paint, as a servant rather than a master.
 As I have matured as a painter, Milton Resnick has become a huge 
inspiration to me. Resnick has a spiritual connection to paint. His love for 
painting and the materiality of paint itself is something that I am deeply 
passionate about, within my own logic or chemical makeup. It is a privilege to 
paint. It’s something I could not live without and I am thankful for it every day of 
my life. Waking up in the morning is not a chore. I am filled with excitement and
curiosity when I enter my studio to see what discoveries will be made. 
 There is no way for a person to believe that they are truly a master 
in what they do. They can exercise the idea of painting but it takes a lifetime. 
That is why I make work: it is a lifelong investigation into the history of painting 
and the human experience of this world. I am always learning from what I am 
making and that is what is so exciting about painting. Making a painting is an 
experience; you learn from it, it speaks to you and tells you what it needs. When 
you begin to force it, that is where it retaliates. I feel that it is probably similar to
raising a child. The child or painting goes through all different stages, you want 
it to be something and it fights you on it, it needs to mature on its own and the 
only way it does that is with time. Painting is a vehicle, it can be ambiguous 
or straight to the point, but it must harmonize itself through ideology, formal 
qualities, and a connection to a long history of painting.
 Painting reaches back in time, all the way to artifacts from pre-
historic humans, and spans all cultures. It represents a continuum though the 2. Dorfman, Geoffrey.WW Resnick and the 
New York School. (New York:
Midmarch Arts Press, 2003) 128-129.
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periodically disrupted tradition, from antiquity to the present day. Across cultures 
and spanning continents and millennia, the history of painting is a collective, 
ongoing, creative project that continues into the 21st century. Narrative within 
the history of painting is something I have deeply engaged with. I bring the 
history of painting into my own canvases, exploring art historical references and
creating a narrative based around painting itself. 
 As a painter, I am engaged with a deep history and love for painting and 
the culture of art; my paintings would not be what they are without this history. 
In my own studio, I take on the role of the painter-detective, investigating and 
interrogating the world and the possibilities within our culture. Through painting 
I am able to access the bizarreness of the world within complex compositional 
and color relationships. In the development of my own characters, I create a 
world of endless possibilities. With the history of painting as a tool, I am able 
to channel different art historical references, thereby complicating the narrative 
laid bare to the viewer.

Circular View, 
2017
oil on canvas, 
16 x 22 inches
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colored pencil and watercolor on paper, 15 x 11.25 inches
Striking, 2017
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Where, What, When and the Mystery of Death, 2016
oil on dyed canvas, 72 x 60 inches
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